adaptations". There is no great mystery about what sort of cinema de la Iglesia refers to here -one need not look far into the Spanish cinema of the immediate post-Franco era (1975) (1976) (1977) (1978) (1979) (1980) (1981) (1982) (1983) (1984) (1985) (1986) (1987) (1988) (1989) (1990) , just before de la Iglesia started making feature films, to find examples of films from these categories, and sometimes all three at once. If we accept that de la Iglesia necessarily caricatures that cinema to which he opposes his own, it is nevertheless worthwhile examining more closely what he objects to in it. Although the three things to be avoided (childhood, civil war, literary adaptations) overlap, it will be productive to take them one at a time.
1. Childhood. If we ask whose childhood is at stake in films such as La guerra de papa (Antonio Mercero, 1977) , El sur (Víctor Erice, 1983) , or Las bicicletas son para el verano (Jaime Chávarri, 1983 ), then we quickly come to the crux of the issue. These are the childhoods of a generation of directors who lived through the civil war or at least under Franco, a generation removed from de la Iglesia's by twenty years or more. The childhoods depicted in these films are almost universally negative, etched by trauma and psychological dislocation. As Marsha Kinder, who has canonized this cycle, puts it, these children have to cope with "the crimes of their devouring mothers and murderous fathers…. They are the children of Franco, who bear the crippling legacy of Francoist cultural and political repression" (Kinder 1993: 215) . For de la Iglesia's relatively privileged generation, this agonized, introspective view of childhood is virtually unrecognizable and clearly no longer necessary.
2. The civil war. With the death of Franco and the coming of democracy Spanish cinema carried out a much-needed reexamination of both the civil war and Franco's regime, which until that point had been represented within Spain almost entirely from the 2 point of view of the right. It was considered the political and even moral duty of cinema to "reconstruct" the past, and this was done rigorously in a well-known sequence of films including the ones already mentioned as well as, for instance, La vaquilla (Luis García Berlanga, 1985) , ¡Ay Carmela! (Carlos Saura, 1990) , Después del sueño (Mario Camus 1992) (see Jordan and Morgan-Tamosumas 1998: 15-60) . De la Iglesia, on the other hand, was part of the desencanto, the period of disillusionment with politics in general and with the leftist parties (PSOE) in particular, which had failed to deliver the changes they promised. De la Iglesia, then, like Almodóvar, would set out to make cinema as if Franco had never existed (see Kinder 1987: 42) .
3. Literary adaptations. The mainstream cinema in the years prior to Franco's death had been dominated by popular and non-literary genres such as the "sexy Spanish comedies", the melodramas of Pedro Masó, and the horror genre. From 1975 onwards, "serious" directors undertook the task of rescuing the national production from such "cheap and nasty" forms -what better way to elevate cinema than by turning to high culture, to literature? Not only did literary adaptations bring automatic respectability to cinema, but the authors adapted usually possessed excellent liberal or leftist credentials.
To take just one example, four of the novels of Miguel Delibes were either adapted directly or inspired screenplays during this period, the most well-known of these being Los santos inocentes (Mario Camus, 1984) . This emphasis on the literary of course implies a concomitant distrust of cinema as cinema, of cinema as a mass cultural form.
The rejection of literary adaptations by de la Iglesia signals a renewed interest in exclusively cinematic codes, and more importantly, a disavowal of the "respectability" literature endows on cinema.
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A cursory examination of Acción mutante reveals how de la Iglesia and his team wittily break away from the dead hand of literary adaptations about children of the civil war. Far from being a reexamination of the past, it is set in a murky future where a group of men with various disabilities wage terror on the establishment, represented by the whole-wheat bread-making tycoon Orujo. These men, who appropriate for themselves the designation "mutants", kidnap and transport Orujo's daughter Patricia to the distant planet of Axturias where they hope to exchange her for a massive ransom. Leaving aside the fact that many of the characters are infantile or puerile in their actions and desires, there is only one child in this film, and he is no innocent traumatized by the misdeeds of his elders. The demented and sadistic Zacarías (Carlos López Perea) is a perpetrator, rather than a victim of violence, torturing the mutant leader Ramón on the dinner table (he is, in any case, played by a suspiciously adult-looking, if small, actor). Finally, if it were absolutely necessary to trace the literary antecedents of Acción mutante, the path would lead to alternative comic books, while most of the sources for the film, as has already been noted, are cinematic (genre films) rather than literary.
Acción mutante is an all-out assault on what de la Iglesia has called the "conspiracy of boredom" (Ordóñez 1997: 73) in Spanish cinema, by which he means the hegemonic literary-political cinema of the 1980s. This might be an exaggeration on de la Iglesia's part were it not for the fact that the sort of cinema he excoriates was ultimately endorsed and sponsored by the Spanish state from the mid-1980s. When the PSOE was elected in 1982 its leaders set about fulfilling their promise to reassess and reorganize the Spanish film industry. The result, under the direction of Pilar Miró, was the ley Miró (1983) , which encouraged a very particular sort of cinema production through the concentration of funds on a smaller number of productions [films??], the awarding of grants and prizes, and assistance in distribution of those films approved by the Comisión de Calificación de las Películas Cinematográficas (Committee for Cinema Classification) and the Subcomisión de Valoración Técnica (Sub-committee for Technical Valuation). One of the main objectives of the legislation was the elimination or at least squeezing of the subproductos, the many genre films (horror, soft-porn, comedy) being made in Spain, and considered "undignified" by the new cinema authorities. In practical terms this attack on genre cinema meant the consolidation -not for the first time -of realism as the "official" style of Spanish national cinema (see Triana-Toribio 2003: 108-19) . In its efforts to curtail the perceived excesses of genre cinema, the ley Miró must be judged a success, but in its desire to capture the audiences who once enjoyed the genre cinema, the ley Miró was an unqualified failure. By the early nineties, the policies driven by the ley Miró had been exhausted through shortage of funds, and its main legacy, besides a national cinema distrustful of "entertainment", was the promotion of new young filmmakers who failed to fit the ley Miró mold -Pedro Almodóvar, whose films wed art cinema and genre cinema, was a notable beneficiary. It is within this context of a decaying anti-popular cinema policy that Acción mutante must be understood.
NON-LITERARY, ANTI-REALIST
The opening shot of Acción mutante is a close-up of the soon-to-be suffocated President of the National Association of Bodybuilders, Matías Pons, screaming in protest against the attentions of his would-be kidnappers. In the "future" Spain of Acción mutante, Matías Pons represents all that is hegemonic: celebrity, beauty, health, physical perfection. The opening sequence which follows is designed to elicit an equivalent dismay in the hegemonic milieus of Spanish cinema production. Mock television footage is integrated with the opening credits in a film style which acts as a miniature manifesto against both realism and the literary pretensions of ley Miró cinema. Jaime Blanch, dressed in a suit inscribed repeatedly with the word "Sucesos" (News) reports on the bungled kidnapping of the previous scene. His mention of the group "Acción mutante" cues the credits, and when these are finished we return to the JQK television news which introduces us to the "mutants" through spinning mug-shots, as well as the Orujo family who are to be the next victims of "Acción mutante". The use of television news serves more than one purpose. Clearly it provides an economical mode of exposition, introducing the characters and the basic plot backgrounds, which is a common enough deployment of television's documentary function, but it also calls attention to the conventions of news presentation -its visual style (back projection, the positioning of the presenter in relation to the audience) and its sensationalist and frivolous content (periodismo rosa or celebrity news). The credit sequence is also highly self-conscious in relation to the cinematic apparatus and announces an anti-realist aesthetic. The actors parade theatrically in front of a fiery back projection, the character M.A. approaches the camera directly and simulates hitting the lens (at one point cracking it), and when Manitas' machine-gun fails to fire (during the credits for special effects), a props man 6 enters the scene from behind the camera to assist him. The characters are also introduced in a style more appropriate to cartoons than to a cinema with pretensions to psychological insight. The mugshots identify and characterize each mutant through his single deformity, mutation or handicap, thereby asserting the two-dimensionality of fantasy over the cherished depth of realism. The references to comic-book conventions are deliberate, as are the other citations of mass cultural forms: in addition to the framing device of television news, the credit sequence clearly pastiches Bond films' opening credit conventions, and the accompanying hip-hop lyrics are provided by popular band Def Con Dos. It should also be noted that the satirizing of televisual conventions comes hand in hand with an admiration for their visual potential and takes for granted the relevance of such a mass cultural medium to its audience -hardly an assumption acceptable to the proponents of the ley Miró style who were keen to disavow the popular mass cultural side of their medium.
GENERIC IMPURITIES
As we have already noted, one of the key achievements of the ley Miró was the denigration and suppression of the Spanish tradition of genre cinema. Not only Acción mutante, but all de la Iglesia's films, are unashamedly based on genres usually eschewed by Spanish auteurist cinema. In fact, one of the most important developments in Spanish cinema in recent years -certainly in terms of box office takings -has been the rejuvenation of genre cinema. One need only mention the success of Alejandro Amenábar's psychological thriller Abre los ojos (1997) and ghost story Los otros (2001), as well as the inexorable rise of Santiago Segura and his growing Torrente (1998; 2001) empire. In the case of de la Iglesia, the revivification of genre cinema has not been an exercise in nostalgia; it has not been an attempt to go back to the "good old days" prior to the ley Miró by directly revisiting those genres Spain excelled at in the 1960s and early 1970s. Clearly, such an approach would be at best naive, at worst backward looking.
The sentimental resurrection of earlier Spanish styles has of course taken place, yielding, for example, the anodyne and socially conservative El amor perjudica seriamente la salud (Manuel Gómez Pereira, 1997), a ham-fisted rehashing of the sexy Spanish comedy genre. De la Iglesia is not interested in mining a supposed seam of indigenous Spanish cinematic tradition. If anything, his films are rather a bold statement that anything can be Spanish cinema, or better yet, forget the idea of Spanish cinema as some discrete and bounded entity.
The "main" genre upon which Acción mutante is based, if one can say such a thing about this generically eclectic film, is science fiction. Science fiction cinema has no established tradition in Spanish cinema and there is still no entry for ciencia ficción in the Diccionario del cine español nor in any of the encyclopedic works on Spanish cinema. Acción mutante may very well be the first ever Spanish science fiction-comedy (the classification it is given on IMDB). 3 1999: 193) . In addition, the comic elements of the film are always held in check by the brutality of the grand guingol violence which punctuates the plot, with stylized exit wounds and gory deaths. Finally, the strong narrative drive of the film -from early on, the clock is ticking on the inevitable final confrontation in García's bar -ensures that suspense is never entirely sacrificed to satire.
Although the primary generic fault-line in the film runs along the comedy-science fiction axis, Acción mutante also pilfers from, or imitates in passing, horror, westerns and film noir. Horror and science fiction have of course always overlapped. To give just one example from Acción mutante, one could point to the death during the wedding reception massacre of Chepa, the machine-toting hunchback who falls from the top of the fake wedding cake which has concealed him. The shot shows the newlyweds, Patricia and Luis, in medium shot cowering under the table upon which the cake sits, and then an abrupt racking focus changes planes to show in close-up the bloodied face of Chepa who has fallen from above. The shot is an ironic reference to the use of such sudden rack focusing for shock effect in horror films. Barry Jordan and Rikki Morgan-Tamosunas have argued that Ramón's "release from jail and his grisly murder of his colleagues on the spaceship strongly recall film noir" and they also point to the "western-style shoot out finale" (1998: 108). The film noir-style off-centre framing of Ramón as he plots the deaths of his companions and the bleak desert landscape of Axturias reminiscent of the terrain of European Westerns support both of these claims and reinforce the case for Acción mutante as a generic mélange, or marmitako, to use a term from de la Iglesia's native Basque country.
Does this constant referencing of disparate film styles serve a purpose or is it merely gratuitous showing off? It would be wrong to discount entirely the latter hypothesis, since one of the unifying drives of the film is the commitment to sheer excess; however, there are two further things worth noting about this heteroclite borrowing of genres. First, just as the "oxidized aesthetic" brings a look of antiquation to the supposed "future", so the borrowing from film noir and westerns -genres associated with the past -reinforces the post-utopian sensibilities of the film. In other words, many of the references, however disparate, contribute to Acción mutante's overall visual structure. At the same time, the mixing of genres must be considered a refusal of generic purity. Acción mutante revisits genre cinema, but recognizes that this can never be done in an innocent fashion. This resistance to playing genre "straight" leads to a series of deliberate clashes or juxtapositions, where from sequence to sequence, and sometimes even within a sequence, discontinuity in visual style becomes the rule.
ALMODÓVAR FOR BOYS
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The most striking sudden shift of styles takes place during the wedding reception scene.
This shift is partially camouflaged because it is motivated by a narrative development which we have already been prepared for -Ramón has instructed M.A. to extinguish the lights during the kidnapping, which he eventually does once the plan has gone spectacularly wrong. After the fade-out the black screen is held for a considerable time before the subsequent fade-in to the death of Chepa which continues the scene and initiates a new visual style. There could not be a greater contrast between the two parts of this scene both in terms of mise-en-scène and camera movements. Given that Acción mutante owes an enormous debt, both financial and stylistic, to Pedro Almodóvar, isn't de la Iglesia literally biting the hand that feeds when he has his heroes massacre pretty much every last one of the "Almodovarian" characters who appear in the party scene? In fact, during the shooting of this scene, de la Iglesia worried that the owner of the studio would walk onto the set to find himself being satirized. (Heredero, 1999: 194) playfulness and skepticism to melodrama and screwball comedy, two timeworn staples of the Spanish (and Hollywood) popular cinema repertoire, which are traditionally labeled "women"s' genres. De la Iglesia, meanwhile, has constructed his films on the basis of genres we could argue are coded, for lack of a more nuanced vocabulary, "masculine".
On the one hand, the two directors are on the same side, against the sober production of the ley Miró era, making films which are not literary adaptations, do not explore childhood, and studiously ignore the unsavoury episodes in Spain's past. At the same time, they could not be further apart as result of the specific genres they have chosen to carry out this cinematic operation. Silverman calls "a textual model which holds the female voice and body insistently to the interior of the diegesis, while relegating the male subject to a position of apparent discursive exteriority by identifying him with mastering speech " (1988: ix) . This transparent silencing of woman mirrors a general transparency at other levels of the film.
GENRE, GENDER, POLITICS
In spite of Heredero's claim that the allusions to ETA and terrorism are submerged and need to be disinterred through interpretation (1999: 195) , we would argue that nothing is more obvious than the ironic links between the Basque group and "Acción mutante". Against Heredero's wishes, this film cannot be retrieved for a cinema of political depth, the metaphorical, allegorical cinema of the late 1960s and 1970s (Monterde 1993: 43-54 for the most part declines to do so. It is notable, in fact, that Patricia is only treated as an object of sexual desire at one point in the film, although the desires of most of the characters revolve around her. For Ramón she is a business proposition, worth only as much as her ransom; for Álex she represents the possibility of romance once his Siamese twin has expired; for her father her wedding is the chance to gain a title; and her aristocratic fiancé wants access to her father's wealth.
Only the isolated and dysfunctional all-male family of colonists on Axturias, the walls of whose house are plastered with photos of naked women, think of Patricia as a sexual being. The characterisation of the grandfather and his three grandsons goes out of its way to depict male sexual desire as perverse, grotesque and sinister. For instance, when the "boys" go to tell their grandfather that there is a woman outside their house, he is filmed in an armchair watching a pornographic video, his face at first hidden from view; and when the whole family emerges to see the visitors, Ezequiel (played by Santiago Segura) ejaculates prematurely at the mere sight of Patricia. Failing to agree a trade for Patricia's sexual services, the family attack and restrain Ramón; once dressed in their Sunday best, they prepare to rape Patricia, who we see only briefly through a doorway in the background of a deep focus shot, tied to a bed with her legs suspended by rope in the air. The low-brow humour of this scene should not prevent us from reaching more general conclusions about the nature of sexuality and sexual difference in the film.
It is not clear whether the rape occurs because there is a narrative ellipsis which takes us from the scene in the colonists' house to a scene in which Patricia is driving the unconscious Ramón towards García's Bar. Cross-cutting then reveals the naked grandfather and two of the boys (once again in the background, deep focus) tied up in comically complicated bondage, the youngest boy having assisted in Patricia's escape.
The film therefore not only elides the sexual act, but when it shows the preparations for it, the cinematography keeps the actors at a distance and partially obstructed from view.
In addition, there are voyeuristic characters in the film, but the camerawork never eroticizes Patricia with any of the voyeuristic codes cinema is so well equipped with. In other words, Acción mutante represents satirically the male gaze in the shape of the pornography-watching grandfather, but it does not gratify that gaze in its own mise-enscène.
We are not suggesting a recuperation of Acción mutante as some kind of feminist text, even in spite of itself. It is instructive, however, to contrast its sexual economy with that found in another Spanish film of the 1990s, one which is in many ways more typical in its articulation of sexual difference: Abre los ojos (1997), Amenábar's hymn to besieged male subjectivity. This futuristic thriller unfolds in such a way that the audience has little choice but to take up the perspective of the narcissistic César, a niño de papá if there ever was one. The two women in the film, Nuria and Sofía, function solely as ciphers to articulate an internal split in the protagonist. The terrifying, sexually aggressive Nuria (Najwa Nimri) mutilates the hero by crashing her car with him in it, and the chaste, idealized Sofía (Penélope Cruz, of course) promises to erase this symbolic castration through her bland ministrations. In both cases, sexual difference is absolute and constitutive of César's subjectivity, on the one hand figured as the threat of death, on the other as the guarantee of an illusory wholeness. In addition, the vicissitudes of César's fantasy life leave plenty of scope for the specularization of Nuria and Sofía, as well as violence against them justified by narrative logic. In contrast to this hysterical, but by no means unusual, representation of sexual differentiation (consider any number of recent films with Michael Douglas as the tormented alpha male), Acción mutante tends ultimately to efface sexual difference. In a film with more than its share of mutilated men, the final scene brings Patricia closer to the all-male "mutants": her arm is severed at the elbow and she joins the similarly one-armed Álex in the ongoing struggle against the niños de papá represented by her effete, and now dead, fiancé. Thus, while Abre los ojos establishes femininity as a primary structural principle in its symbolic economy, Acción mutante, not unlike many modern science fiction films (see Penley, 1990: 123-5) , tries to do away with sexual difference, which effectively means the exclusion of femininity.
Finally, Patricia's desire throughout the latter half of the film to "become mutant", and her eventual realization of this desire, raises the question of the political stance of a film which deliberately sets itself against worthy political cinema. In the first instance, there is no let up in the film's irreverence when it comes to Patricia's "conversion" to the cause of the oppressed "mutants". Acción mutante clearly mocks her as an upper-class political parvenu, mouthing slogans about alienation as she is dragged across Axturias. ' and 'abnormal', 'able-bodied' and 'disabled'" (2000: 258) . It might be tempting, then, to find in Acción mutante a model for a de-centred micro-politics, typical of a postmodern era distrustful of the grand narratives based on class offered by traditional Marxist politics. However, while the film may be open to such readings, we have to recognize that ultimately, the film favours cynical detachment over political engagement. On two occasions Ramón rallies his charges with what is clearly a muchrehearsed mantra:
